and 'centrifugal space', associated with films set amongst highways and suburbs. His discussion of centripetal space centers on his analysis of the representation of urban space in The Naked City (Jules Dassin, 1948) and the photojournalistic style of Weegee. What
Dassin's film and others of the genre that also represent naked cities share is not so much the grittiness of the street but the depictions of the alienated crowd. Dimendberg, citing Georg Simmel, argues that 'the modern city entails learning to ignore other people and developing a calculated indifference to the bodies with which one shares public transportation and the street.'(22) To negotiate urban spaces successful, the modern city dweller must have 'an eagle eye' in order to identify opportunity or trouble in the faces of the crowd. The noir hero, according to Dimendberg, must have a sharp eye as well as a nimble mind, to know when to strike a pose of indifference and went to press ahead.
Just at this modern moment, when the individual melts into the mass, there is also an increasing surveillance associated with the modern city. Citing the familiar 'Haussmannization' of Paris as an example, Dimendberg claims that the 'visual technologies' of the 19th century were first employed to detect wrong-doings. By the twentieth-century, the camera functioned to increase this panopticon for surveillance. The subtlest change in New York is something that people don't speak much about but that is in everyone's mind. The city, for the first time in its long history, is destructible. A single flight of planes no bigger than a wedge of geese can quickly end this island fantasy, burn the towers, crumble the bridges, turn the underground passages into lethal chambers, cremate the millions. The intimation of mortality is part of New York now: in the sound of jets overhead, in the black headlines of the latest edition. All dwellers in cities must live with the stubborn fact of annihilation; in New York the fact is somewhat more concentrated because of the concentration of the city itself, and because, of all the targets, New York has a certain clear priority.
Certainly, White's words echo with a greater poignancy today and instill a feeling of anxiety The results of these centrifugal forces look very different in Los Angeles, a city that was always, even in the time of the storied red-cars, a sprawling regional metropolis rather than a city like New York with a more traditional modern urban configuration.
In terms of chronology, Dimendberg claims that the film noir cycle ends in 1959
with 'end of the metropolis of classic modernity.' (255) However, the urban anxieties he described early in his book certainly are not resolved after 1960, if anything the struggles Serpico (1973) . One deficiency of his arguments regarding the relationship of film noir to urban space is the lack of consideration of issues of race, which certainly played an enormous role in the growth of the suburbs and the neglect of the American cities.
Nonetheless, Dimendberg has provided not only an excellent history of the postwar cycle of noir films, but a model for interdisciplinary film studies. Film students, historians, sociologists, and urban planner would all be wise to take a lesson from Dimendberg's approach.
